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Symphony No. 1 is a three-movement composition for full orchestra. This piece is 
composed in partial fulfillment of the requirements of the degree Master of Music with a 
concentration in Composition from the University of Tennessee, Knoxville. The symphony was 
composed during the 2015-2016 academic year and is roughly twenty-two minutes in length. The 
first movement is written in sonata form with prefacing material that encapsulates the essence of 
an Adagio as well. The second movement is a lighthearted scherzo and trio with elements of 
sonata form. The final movement is an Allegro in modified rondo form that recapitulates 
previous themes with an extended march that serves as a replacement for the final A section. 
This document will analyze the melodic, harmonic, rhythmic, and formal structures of 
these three movements, as well as compare and contrast the piece with other classical works 
from the eighteenth, nineteenth, and twentieth centuries. This thesis will also provide an 
explanation of compositional approaches to show the musical influences that have shaped the 
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 The symphony is a complex musical composition for a large ensemble of musicians and 
is a timeless tradition in the realm of classical music. The symphony is typically written in three 
to four movements, and though mine is written in three movements it does not conform to the 
traditional arching form of the classical symphony. The choices I have made in structuring this 
work are stylistic and will be elaborated on throughout this document. 
 
Overview of the Movements 
 The opening movement begins in the key of C minor and is written in sonata form. The 
overall theme of this movement is presented as a somber, yet powerful anthem. The key feature 
of this movement is the use of the Aeolian mode; instead of using the traditional harmonic minor 
key, I have chosen to use the natural form of minor.  The concept of using this key comes from 
the idea of creating distinct harmonies that encapsulate an entirely different musical and 
emotional essence.  The movement begins with an extended introduction that captures the 
Adagio typically found as the second movement in a four movement symphony. The exposition 
follows after and introduces the main theme. The development explores this theme and 
foreshadows thematic material to come. The recapitulation ends the development and restates the 
main theme of the exposition before the entry of the coda.  
The second movement, in the key of E-flat major, is a scherzo and trio by design with 
elements of sonata form in terms of developmental material and modulations. The main theme of 
this movement is presented in a bright tonality that differs greatly from the tonality of first 
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movement. The B section of the second movement presents new material and explores various 
keys while retaining the same melodic and rhythmic ideas. This section is presented in the style 
of a waltz and its typical ternary form begins in the subdominant key – A-flat major. However, 
like the development section of sonata form, various keys are explored, only without developing 
the theme. The movement ends with a restatement of the A section with little to no changes, save 
for the lack of the subdominant modulation. 
The final movement of the symphony is in a modified rondo form in G minor. The 
movement introduces new themes, as well as encapsulates the themes of the previous 
movements.  The form is modified in terms of the final A section; in the place of the primary 
theme in the home key of G minor, I have included a march that serves as a coda to the opening 
movement’s theme – the theme of the C section. While unconventional, this adjusted form 




The overall concepts of this work are the themes of balance and overcoming obstacles. 
When viewing the primary keys of each movement, it can be noted that each movement forms a 
C minor triad: The first in C minor, the second in E-flat major, and the third in G minor. The 
process of movement through these themes struggles to find balance among the three. 
Ultimately, the piece ends in the key of E-flat major, the mediant of the three keys; I view this as 
a sense of balance. The concept of balance is present in everything around us – light and dark, 
black and white, good and evil – there is always some middle-ground to be explored; this was 
3 
 
my goal. Another theme of the symphony is the concept of the personal journey or experience – 
namely mine. During the time of conception and writing this piece, I have undergone a personal 
experience that has not only positively shaped my musical career, but also opened my eyes to my 
own personal growth. Upon beginning my graduate studies, I had very little knowledge in the 
realm of composition; most of my compositions were short, small ensemble pieces that were 
built on my own conventions, rather than traditional models. During my studies as a graduate 
student and my work on this thesis, I have practiced working with many traditional models, and 
through frustration, late nights, and periods of creative recession, I have undergone a 
transformation as a composer.  The three movements are a testament to the emotions, 
experiences, and growth that were felt during this period of composition and study. 
The first movement is perhaps the most internally contrasting of all. The movement 
begins with a solemn dirge with the strings displaying the darkest moment of the personal 
journey. As the orchestration thickens, the dismal emotion of the movement presents itself; 
however, the contrasting movement between C minor and E-flat major creates brief junctures of 
hope. The movement ends in the key of E-flat major, signaling a step towards the median of the 
emotional balance. 
The second movement represents memories of childhood and days past, as well as the 
shifting perspectives of life through the eyes of children and adults. This movement is used as a 
bright contrast to the preceding and succeeding movements and explores parallel tonalities to 
display the thematic ideas. The scherzo sections exhibit lively melodies and ostinato rhythms 
with fairly straightforward harmonies that correlate to the innocence of childhood. The trio 
introduces a simple theme that is explored in parallel major/minor keys; these keys represent the 
outlook of life through the eyes the child (major) and adult (minor). My intention for this is to 
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show how children view reality with a perception of simplicity – a perception that fades as 
children age. 
The final movement of the symphony represents the apex of the journey. The A sections 
display an intense rush of energy that symbolizes the impending end to the personal expedition 
and the climactic emotions I felt upon nearing the deadline for this thesis. The B and C sections 
reflect on the previous thoughts of the journey: The B section is a direct recollection of the 
memories of childhood while the C section hearkens back to the beginning of the expedition. The 
finale of the symphony is a culmination of all of the thoughts and emotions felt through the 





 Melody and harmony are two of the primary components of music and are the keystone 
of thematic material in Symphony No. 1. All of the melodic content in Symphony No. 1 is 
thematic in nature and works to compliment the overarching ideals throughout the work. The 
motives used in each movement are independent from one another, but still create a network 




The first movement is written in the key of C minor. Although written in a minor key, the 
movement is centered on the Aeolian mode and lacks a leading tone - B-natural. I chose to write 
in the natural key for a variety of reasons: First and foremost, my earliest source of 
compositional inspiration came from Japanese and American video game music. While no 
specific pieces have directly influenced the compositional process of this movement, the 
prevalent use of the Aeolian mode in works of this medium has always been fascinating to me. 
Many composers such as Nobuo Uematsu, Jeremy Soule, and Yasunori Mitsuda have written 
countless pieces in this mode; these are the works that I grew up listening to and as such have 
shaped my personal taste and style. Second, the feeling of the natural minor exudes a more 
solemn and sentimental emotion than harmonic minor; I find this sensation better encompasses 
the characteristics of the opening dirge that other modes could not accomplish. 
The first movement features a modal balance between C Aeolian and E-flat major as a 
way to develop the main thematic idea. The relative, but contrasting nature of C minor and E-flat 
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major is important for a variety of reasons. Thematically, E-flat major works well as a euphoric 
contrast to the grim timbre of the home key, C minor. Furthermore, the key of E-flat major is the 
primary key of the second movement and the end of the last; the use of this key at this point 
helps pre-establish the harmonic direction in which the symphony proceeds. 
 
Melodies 
The main thematic melody in the first movement is divided into two parts and outlines 
the tonalities of C Aeolian and E-flat major. (See Figure 2.1).  This theme is not presented 
initially and only appears after the introductory dirge and harmonic buildup. The theme first 
appears in mm. 31 in a bold statement that instills an ominous feeling of oppression. This theme 
is sectioned into two parts: the first half is played in the Aeolian mode, while the second half 
shifts to the relative major key (E-flat major). 
The secondary theme is a fragmented two bar phrase that is used throughout the 
development as transitional and evolving material. (See Figure 2.2). While not initially 
prominent in this movement, the theme becomes better presented in the closing section of the 
final movement. This theme solidifies the new tonic key of E-flat major and marks the beginning 
of the development (mm. 47). 
 
Harmonies 
 The first movement is written in a minor key and contains modal harmonies. The opening 
introduction in mm. 3-14 sees the strings playing a repeating progression of i-VI6 chords. (See 
Figure 2.3) This pattern creates a tightening and loosing of tension, as well as harmonic 












Figure 2.3: Harmonic Progression of i-VI in mm. 3-10. 
 
 The harmonic buildup into the introduction of the first theme features a planar 
progression of i-VII-VI-v chords. (See Figure 2.4). This progression creates an ethereal and 
dismal emotion, while leading towards an explosive resolution upon the entry of the main theme.  
To aid in the projection of this ethereal feeling, the orchestration is purposely kept thin 
throughout the section while a strict avoidance of parsimony and excessive rhythmic motion is 
used. 
 The overall harmonies in the development are forthright and do not require 
excessive elaboration. The development is written in the key of E-flat major and maintains 
simple harmonies, the most common progression being I-vi-I-V. This type of harmony is 
inspired by Japanese video game music and lends itself to the idea of finding balance between 
two platforms by gravitating between repeating harmonic progressions utilizing a minimal 








The second movement is written in the key of E-flat major – the second key of the 
thematic triad, as well as the secondary key of first movement.  The scherzo remains consistently 
in the key of E-flat major until the transition into the trio, where it modulates to the subdominant 
key of A-flat major. The trio begins in A-flat major and modulates through a string of common-
tone related keys: A-flat major, A-flat minor, E-flat major, and E-flat minor. The movement 
returns to the tonic key of E-flat major for the final occurrence of the scherzo and remains there 
until the end. 
 
Melodies 
The main melodic idea of the scherzo outlines the E-flat major chord through leaps of P5 
intervals and a winding stepwise motion and first appears in the oboes in mm. 10. (See Figure 
10 
 




Figure 2.5: Movement II – Main Theme of the Scherzo – mm. 10-18. 
 
The main theme of the trio is quite analogous to the main theme of the scherzo in that it 
outlines the tonic chord of the key and is primarily played by the woodwinds. (See Figure 2.6) 
Although the theme is structurally straightforward and overtly simple, it is for these reasons that 
it is easily adaptable in the keys that are explored throughout the trio. Through the course of the 
key changes, the theme is only modified to support the current key by transposing the tonic and 
altering the 3rd and 6th scale degrees. 
 
 






 Similar to the first movement, the scherzo begins with fairly diatonic harmonies before 
continuing to a progression of simple chord changes. While these harmonies are by no means 
revolutionary, their simplicity compliments the carefree mood of the theme’s melodic lines.   
 The harmonies of the trio are more complex in nature than those of the scherzo. While 
the themes are indeed backed by simple progressions, the transitory sections that usher in the key 
changes feature Aeolian harmonies through mode mixture. (See Figure 2.7) This chord 
progression pre-establishes the new key of A-flat minor and creates a dynamic change in timbre 
as the strings briefly switch from pizzicato to arco. This key shifts from A-flat major to A-flat 




Figure 2.7: Aeolian Harmony in the Trio – mm. 167-175. 
 
 The harmonies of the trio section were heavily inspired by the theme and orchestration of 
Pyotr Tchaikovsky’s Symphony No. 4, Movement III. (See Figure 2.8a). In his scherzo, 
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Tchaikovsky uses a pizzicato string section not only to create a nimble structure, but also to 
establish thematic concepts as well. In my trio, the strings create a simple harmonic structure 
through a light progression of consistent pizzicato rhythms. (See Figure 2.8b).  Though the string 
section is not the forefront of the melodies in my trio – as it is in Tchaikovsky’s scherzo - it does 
create a countermelody that compliments the woodwinds. 
To retransition into the A section, I incorporated a canon into the woodwinds that 
transitions between the parallel keys of E-flat minor and E-flat major and ultimately returns to 




The third movement is written in the key of G minor – the third key of the thematic triad.  
Unlike the first movement which is written in natural minor, the finale is written in harmonic 
minor. I chose to write this movement in harmonic minor to capture the sonic qualities of the 
harmonic minor tonality.  In harmonic minor keys, the presence of a leading tone creates more 
tension than the flat-7 subtonic does, as it harmonically demands resolution; this tension better 
encompasses the emotion I sought to capture when drafting the concepts for this movement. The 
B section is written in the key of E-flat major and contains a variation of the main theme of the 
second movement. The key of E-flat major serves to recall material from the previous 
movements, as well as to enforce the concepts of finding balance between major and minor 
tonalities. The C section is written in C minor and is a recapitulation of the theme of the first 
movement. This key serves as a way to come full circle from the beginning tonality before being 







Figure 2.8: a) Opening Bars of Tchaikovsky’s Symphony No. 4, Movement III; b) Pizzicato 





Figure 2.9: Woodwind Canon in the Trio - mm. 262-269. 
 
Rather than returning to the home key of G minor, the A’ section returns to the key of E-
flat major. My choice of ending the piece in this key signifies the sought after balance between 
the three tonalities. 
 
Melodies 
The main melodic idea of the A section is a sequence of rising dotted rhythms, followed 
by punctual and separated eighth notes. This melodic motif is inspired by the main theme of 
Johannes Brahms’ Symphony No. 3, Movement IV. (See Figure 2.10a). Brahms begins his finale 
with a four bar sequencing melody in the bassoons and strings. The main theme of my finale also 
contains a sequenced melody in the bassoons, violas, and celli, albeit with different rhythmic 








Figure 2.10: a) Opening Motif of Brahms’ Symphony No. 3, Movement IV – mm. 1-4. b) Opening 
Motif of Clark’s Symphony No. 1, Movement III – mm. 4-7. 
 
The main theme of the B section is a variation of the main theme of the second 
movement’s scherzo. The first iteration appears in the woodwinds shortly after the key change to 
E-flat major.  Although tonally similar to the theme of the scherzo, this theme utilizes leaps of 
3rds, rather than 5ths. (See Figure 2.11a). The second statement of the theme appears in mm. 131-
146 in the strings and woodwinds. (See Figure 2.11b). The two choirs present a variation of the 
theme more akin to the original theme of the scherzo before the strings begin a new, 
complimentary melody in mm. 147. (See Figure 2.11c). 
The main theme of the C section is a direct restatement of the main theme of the first 
movement. This theme is largely unchanged, only now with diminished instrumental 
ornamentation and augmented rhythmic values. (See Figure 2.12). 
The main theme of the A’ section is a variation of the secondary theme of the first 
movement’s development. (See Figure 2.13). While its original incarnation was sequenced, this 
iteration follows a linear path in multiple instruments. This melody serves as a harmonic 











Figure 2.11: a) Main Theme of the B Section – mm. 115-122. b) Theme Presented in the Strings 

















 The harmonies of the final movement differ from the previous movements in many ways. 
While the movement primarily features diatonic harmonies within the home key, I have used 
descending chromaticism as a means to modulate between keys.  The first instance of this occurs 
in mm. 37-44. (See Figure 2.14). Although the first chromatic progression occurs at this point, a 
solid key change does not appear until after the second descent in mm. 69. These chromatic 




Figure 2.14: Chromatic Descent in the Strings – mm. 37-40. 
 
Similar to the previous movement, I have used a canon in the woodwinds to create a 
transition between the B and returning A section. (See Figure 2.15). This canon is built from the 
primary theme of the A section and features melodic and rhythmic elements that appear in the 
second A section. Much like in the previous movement, this canon features previously 
established material as a way to transition into a new section while maintaining familiar material 








Rhythm and Form 
 Rhythmic and formal elements are a basic structure for any piece of music. Borrowing 
from models of traditional symphonic works, each movement and section contains specific 
rhythmic motifs that create an overarching design, analogous to my use of melodic themes. 
Although meters are concrete and are unchanging throughout their respective movements, I will 
acknowledge them briefly in this section as well. Lastly, I will address the form of the 
movements in greater detail. 
 
Metrical Division and Rhythmic Patterns 
 The opening movement of the symphony is written in 4/4 meter with an Andante tempo. 
The A section contains two prominent repeated rhythmic patterns that form the melodic lines 






Figure 3.1: a) Primary Theme Rhythm; b) Secondary Theme Rhythm 
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The A section also contains a recurring rhythm pattern in the low strings. (See Figure 
3.2a). This rhythm is inspired by the rhythm of the strings in Beethoven’s 7th Symphony, 2nd 
Movement (See Figure 3.2b). I was drawn to this rhythm due to the stately presence and 





Figure 3.2: a) Rhythm in Clark’s Symphony No. 1, Movement I - Exposition; b) Rhythm in 
Beethoven’s Symphony No. 7, Movement II. 
 
The development features these same themes, but introduces more dotted rhythms, most 
noticeably the dotted eighth/sixteenth note pattern. This rhythm is featured prominently 
throughout the development and is used harmonically, as well as melodically, and becomes a 
small portion of the return of the main theme in the recapitulation. 
The second movement is a scherzo in 3/4 meter. Like the first, this movement contains 
rhythmic motifs that are interwoven throughout this portion of the symphony. The most 
prominent rhythm is found at the beginning of the scherzo in the strings and appears consistently. 
(See Figure 3.3). The trio contains a rhythm that was discussed in Chapter 2 on page 13; as such, 
I will only use this opportunity to reference it. This rhythm is similar to the one in the scherzo, 
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but is offset by one beat: two eighth notes begin each phrase, rather than end them; also, the 
eighth notes appear more frequently, showing up in every measure. 
 
 
Figure 3.3: Rhythm of Movement II – A Section 
 
The third movement is written in alla breve with a spirited tempo and features dotted 
rhythms.  The most prominent rhythmic patterns are featured in the interludes. The interludes 
that follow the A sections feature the same rhythmic pattern from the B section of Movement II, 
albeit with slight changes. (See Figure 3.4). 
 
 
Figure 3.4: Rhythm of the Interludes – Presented in the 1st Violins – mm. 101-105. 
  
Although the C section retains the same melodic and harmonic concepts of the first 
movement, the rhythm is now presented in a martial tuplet based drone in the strings. This 






Figure 3.5: The Martial Rhythm Presented in the Strings – Movement III – C Section. 
 
Form 
 The overall form of Symphony No. 1 is similar to the traditional symphony, but contains 
stylistic changes to suit my own preferences. While the latter two movements are a scherzo and 
trio and a rondo, the traditional sonata form and Adagio have been combined into a new single 
movement that exhibits characteristics of both.  Instead of having an allegro in sonata form and 
an adagio in theme and variations form, I begin the symphony with an adagio in sonata form that 
temporally progresses to an andante tempo and creates variations on the main theme while 
incorporating themes that appear in the final movement.  
The first movement is written in sonata form and incorporates the Adagio as the opening 
dirge. The first thirty measures serve as a buildup to the main theme in mm. 31. As the main 
theme is presented, the tempo increases, albeit slightly. The exposition begins by accelerating to 
a faster tempo and by developing the main theme through the exploration of new rhythms, tempi, 
and keys before returning to the home key of C minor in the recapitulation. The recapitulation 
encompasses the same material as the exposition, but ends with a modulation to the relative 
















C Minor: C Minor: Eb Major: Eb Major: C Minor: Eb Major: Eb Major: 
mm. 1-30 mm. 31-
38 







The second movement is written in ternary form, the form of the scherzo and trio. The 
scherzo contains a new theme that is lighthearted in nature and greatly contrasts the solemn 
darkness of the first movement’s theme. The trio is written in the subdominant key (the 
traditional key for trios) and explores a shifting of major and minor keys while maintaining the 
same melody and rhythms. The final scherzo retains the same constructs as the first, but does not 
modulate to the subdominant key, instead presenting a final cadence in the home key of E-flat 
major.  
 








Eb Major: Ab Major: Ab Major: Ab Minor: Eb Major: Eb Minor: Eb Major: Eb Major: 
















The form of the third movement is a modified rondo that introduces new themes, as well 
as incorporates themes from the previous two movements.  The first two A sections display 
melodic vigor and ferocity that the symphony has not seen at this point. These sections end with 
chromatic transitions that lead to new, but familiar keys. The B section contains elements of the 
second movement and lyrically recalls the theme of the movement’s A section, while adding new 
material as well. The C section is a direct restatement of the first movement’s theme and serves 
as a recapitulation of the opening material, as well as segues into the complete cadence that the 
first movement lacked. The final A section restates previous material from the first movement, 
and as such is labeled as the A’ section. The A’ section is a cadential march that brings finality to 
opening theme, as well as the place as a whole. I chose this march as a way to signify the 
completeness to the personal journey and the synergetic balance that I sought throughout the 
symphony.  
  











G Minor: Eb Major: Eb Major: G Minor: G Minor: C Minor: C Minor: Eb Major: 
















My intention for writing Symphony No. 1 was to challenge myself to create a work that 
would impel myself to grow as a composer. It is my belief that my compositional understanding 
has grown during the process of writing this thesis, and I feel this is evident in the music itself. 
By creating this work, I also aspire to bring the music of the orchestra back into the lives of the 
current generation. The art of symphonic music is being lost to the public at an alarming rate 
such that many who are under the age of twenty have never witnessed an orchestral performance. 
I do hope that the music that I have conveyed will capture future audiences and compel them into 
the world of classical music once again. While my symphony is not revolutionary, I do believe it 
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